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Abstract:

The Ghãtu dance performance is a cross-cultural text that amalgamates mythic-cultural

spectrums to project the art of indigenous esthetics. Not limited to particular indigenous

groups such as Gurung or Magar, who observe this tribal festival; Tamang, dura, Barai,

Braham, and Aryal kshetri in central and midwestern Nepal also celebrate it with

certain methods. Therefore, Ghãtu is the cross-cultural capital of the nation. This study

projects how Ghãtu crosses borders and becomes a cross-cultural issue, a hybrid culture,

and a cultural transformation. The key issues in the performance of this Ghãtu are

bordering and debordering. The findings of this study show that cultural activity

continues to move from one community to another or even from one country to another

based on cultural values. Crossing borders through cultural activities is an ongoing

process. It depends on the choice of the people. Few studies have focused on ethnic

cultural activities, and the number of studies has not substantially focused on how Ghãtu

crosses the border. This study shows how Ghãtu culture is indigenous esthetics as cross-

cultural capital. This study employs the cross-cultural and hybridity theories of Homi K

Bhabha for its discussion. This characteristic allows every cultural activity to rupture the

border based on its popularity and significance. Therefore, Ghãtu is the most popular

culture that crosses borders.
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加图舞蹈表演：跨文化背景与表演艺术 

摘要： 

加图 舞蹈表演是一种跨文化文本，融合了神话文化光谱，展现了本土美学艺术。庆祝这个部落节日的土著

群体不仅限于 Gurung 或 Magar 等特定土著群体；尼泊尔中部和中西部的 Tamang、dura、Barai、Braham 

和 Aryal kshetri 也以一定的方式庆祝这个节日。因此，加图 是这个国家的跨文化之都。本研究预测了 

加图 如何跨越边界，成为跨文化问题、混合文化和文化转型。加图 表演的关键问题是边界和去边界。本

研究的结果表明，文化活动继续根据文化价值观从一个社区转移到另一个社区，甚至从一个国家转移到另

一个国家。通过文化活动跨越边界是一个持续的过程。这取决于人们的选择。很少有研究关注民族文化活

动，而且研究数量并没有实质性地关注 加图 如何跨越边界。本研究展示了 加图 文化如何成为跨文化资

本的本土美学。本研究采用 Homi K Bhabha 的跨文化和混合理论进行讨论。这一特性使得每一种文化活动

都能够根据其受欢迎程度和重要性打破边界。因此，加图 是最受欢迎的跨越国界的文化。 

关键词：边界化与去边界化、跨文化、文化杂糅、文化转型 

1. Introduction
Ghãtu represents the spectrum of bordering. It is a cross-

cultural text on nationality, themes, languages, and 

followers. Sat custom is an Aryan-based theme that crosses 

the border from India to Nepal, and ruling class people 

applied it from 464 A.D. to 1920 A.D. Bashudevlal Das 

(2018) noted, “the Changu pillar inscription of 464 A.C., 

which is considered the most ancient inscription in Nepal 

and founded by the Lichchhavi King Manadeva I, mentions 

about the custom sati” (p. 3). Several languages have 

crossed from Sanskrit to old Nepali, old Nepali to modern 

Nepali, and Awadi to Nepali. The ruling class in Nepal 

adopted the Sati custom of ruling females. This is the border 

or mothering of females. Gurung and Magar adopted the 

Sati custom-based Ghãtu although these indigenous groups 

were less concerned with discriminating against females.  

Similarly, the Ghãtu language represents bordering. 

Here, bordering represents dissimilarities and bordering 

represents similarities. The second protagonist of Ghãtu, 

Queen Yemphawati, is supposed to have come from India 

to Nepal. She crossed the border and did not speak Nepali 

at the beginning, perhaps Awadi. Therefore, non-Nepalese 

words exist in Ghãtu. There is much bordering in the Ghãtu 

language compared with bordering. The boundary of Ghãtu 

is not rigid as “boundary shifts that provide grounds for a 

scholarship and politics of hope in truly monstrous 

Times” (Haraway, 2004, p. 79), so several ethnic groups 

have been observing it. Ghãtu cannot remain within its 

boundaries. Despite being nominal scholars of Ghãtu, it is 

a goldmine for researchers in the field of cultural studies. 

This can also be a good lesson for politicians. King 

Pashramu was the first protagonist of Ghãtu and his killing 

was common in politics. The first and second terms, which 

are used to indicate the King and Queen, are hierarchy 

indicators and are politically incorrect. This is the border 

between the king and queen. Rupturing the border and 

maintaining equality between the king and queen is the 

objective of the study. Shifting boundaries through cultural 

activities or blurring boundaries is common. Ghãtu has 

expanded its horizons and geography by crossing its 

borders.  

While assimilating cultural activities, several 

similarities and differences were automatically observed. 

For example, the protagonists of this Ghãtu are royal 

couples, whether Darai or Dura observes it. There are 

several similarities in the methods, as the dancers are all 

females in Ghãtu performances. This is bordering. Despite 

these similarities, there are several bordering features. For 

example, Gurung Ghãtu has the King Pashramu, and Aryal 

Kshetri has the King “Jaisinghé” (Gurung, 2014, p. 15) for 

the same king. Having a king in a different ethnic group is 

bordering, and several of his names are bordering. The 

bordering of Ghãtu reflects its universality and cultural 

traits. In other words, territorialization and 

deterritorialization can be equated. This trend in Ghãtu has 

universal implications, as there are some similarities, 

despite several dissimilarities. Ghãtu characterizes the 

entire world. From the bordering and “debordering 

perspectives” (Thapa, 2024, 4th slide), a separate type of 

Ghãtu is generated. It does not resemble Gurung or Aryal 

Kshetri. This is how the hybrid Ghãtu is generated. 

While crossing the border, Ghãtu seems to have 

adjusted or patched into a new village. Ghãtu has expanded 

its cultural horizon. In computer language, the paste-up and 

patch-up processes seem relevant for comparison. For 

example, in an image, an operator can crop a certain portion 

and copy it. Then, s/he takes it to other parts of the same 

picture and pastes or patches it up. Suppose the picture has 

different colors; if s/he cropped the part away from the red 

zone to the green zone, they could either paste up or patch 

up by clicking on the right. A dialog box for the paste-up or 

patch-up options appears. In the paste-up option, the color 

remained the same, whereas the color changes in the patch-

up option were automatically assimilated. The red color 

slightly loses its redness and adopts a greenness. Later, it 

became a separate color: greenish-red or reddish-green. 

This is a hybrid color. Similarly, the cultural activity of 

Ghãtu came from Aryan to non-Aryan, and it lost its 

originality and adopted several other new methods. It 
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became a hybrid Ghãtu culture, According to Bhabha’s 

theory of hybridity, it became a hybrid of Ghãtu culture. In 

the case of cultural practices, only the patch-up option takes 

place; it never takes the paste-up option. 

2. Materials and Methods
This study employs the theories of cross-cultural

hybridity developed by Homi K. Bhabha for discussion. 

What causes bordering in Ghãtu culture? Bordering and 

bordering are ongoing processes, either because they do not 

have up-to-date memories of the dance masters or because 

of willingly changing traits. Dance masters forget some old 

methods and even song verses, generating new verses and 

methods. In some Ghãtu villages, performers use musical 

instruments such as harmonium and cymbals to make 

Ghãtu music sweet and appealing. In Majhitar, Nuwakot, 

dance masters sing fast-beat verses from outer songs to 

entertain the audience. A certain percentage of old methods 

is followed: a certain percentage of new methods are 

included or newly generated. Ghãtu represents a hybrid 

cultural activity. “Here, the transformational value of 

change lies in the rearticulation, or translation, of elements 

that are neither the One (unitary working class) nor the 

Other (the politics of gender) but something else In 

addition, which contests the terms and territories of both” 

(Bhabha, 1994, p. 28). The territories of Ghãtu’s new and 

old methods of Ghãtu cross borders several times. 

3. Results and Discussion
The sati customary theme and old Nepali of Ghãtu show

that it was an Aryan Ghãtu. The Gurungs and the Magars 

seem to have adopted it, and they owned it later on, but they 

never followed this cruel custom. There is no clear 

historical record of who the first observer of Ghãtu was or 

why they adopted it. Although Gurung and Magar adopted 

it simultaneously, their methods differed. This is how 

bordering began with territorialization. Bordering involves 

both inter-bordering and intra-bordering. Inter-bordering 

refers to bordering between two different ethnic groups or 

communities, while intra-bordering refers to bordering 

within the same group. The same applies to bordering. 

Debordering occurs both within and outside an 

environment. Inter-debordering and intra-debordering. 

This can be addressed by inter-territorialization and intra-

territorialization. Similarly, inter-determinitorialization and 

intra-deterritorialization can occur. Lamjung Ghãtu came 

to Gahirigai of Lamjung long ago from Chhagau Village, 

Lamjung. This village has now been combined with the 

Kaski district. The Dordigau of Marsyangdi has been 

observing this Ghãtu at present, whereas it is no longer in 

Gairigau (Gurung, J. R. personal communication, May 3, 

2024). Gurung clarifies that Ghãtu crosses several borders. 

Currently, there are no Ghãtu in Chhagau and Gairigau. 

Gurung claims that Ghãtu disappeared in its old villages 

and appeared in some new villages. 

In the real sense, Ghãtu is not what it was like. Both 

Gurung Ghãtu and Magar Ghãtu slowly became hybrids 

Ghãtu. “Hybridity is a revaluation of the assumption of 

colonial identity” (Bhabha, 1994, p. 112). The Magars 

evaluated Ghãtu and assumed separate methods and 

techniques for cultural activity so that it could be 

developed into their own. Gurung and Magar began to 

create borders between them. This is how the bordering and 

fencing were generated. When Ghãtu culture does not 

remain under control, it becomes a hybrid. Providing 

reference to Homi K. Bhabha and Amrohini, J. Sahay 

(1996) assert that “cultural ‘identity’ which is constructed 

in the very process of discursive articulation. In short, a 

subject is less characterized by any discursive “fixity” 

than a discursive “fluidity” and “flexibility” which can 

accommodate the complexities of experience in late 

capitalist societies. Before examining the politics of 

cultural differences and the discursive social model that 

it presupposes. it will be useful to look” (231). Fixity 

refers to bordering, while flexibility refers to bordering. 

It can be, as Ania Loomba claims to have been in 

between these two positions. This also crosses borders in 

terms of nation, “Its successes and failures, its 

intersections with questions of community, religiosity, 

gender, caste and class, and with its past histories and 

future agendas” (3). Crossing borders requires 

flexibility.  

As time passes, cultural activities change as they 

transition from one generation to another. Cultural 

transformation or border crossing is beyond control, 

although the colonial approach seems to be supreme. The 

reason that different indigenous groups followed Ghãtu 

culture is not due to people’s desires. The Ghãtu culture 

among ethnic groups may have become a type of colonial 

culture, such as the cake and baby shower culture in Nepali 

societies. “The number and value of deals outside the 

United States and cross-border deals dramatically 

increased, especially after the mid-1990s. This growth 

was largely due to globalization and technological 

changes that created competition without geographical 

borders” (Morresi & Pezzi, 2014, p. 8). The Gurungs did 

not know of Ghãtu culture five hundred years ago. While 

crossing the border from Gurung to Magar, Magar to Dura 

and Darai, or other ethnic groups Ghãtu faced several 

changes. 

Ghãtu has become a hybrid culture owing to its 

popularity in terms of themes and plots. There are 

“multilayered interrelations in a hybrid culture” 

(Spielmann, (2013, p. 15). Several methods and 

techniques for this cultural activity have been replaced. 

There are several props, such as wooden cocks and hens, as 

well as bows and arrows, which symbolize the then-hunting 

age. The size and color of the bow and other props were not 

the same as before. They were hybridized. Therefore, 

Bhabha (1994) opines that “hybridity is the name of this 

displacement of value from symbol to sign that causes 

the dominant discourse to split along the axis of its power 

to be representative, authoritative’ (113). The verses of 

Ghãtu songs, methods, and props have been changed and 

displaced. Ghtu has experienced an ambivalent turn in 

Ghãtu. 
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Ghãtu is a fully satisfied custom-based cultural activity 

followed by the ruling class in India and Nepal. This custom 

crossed territory, leading them to Nepal. This was a good 

weapon for ruling-class people to dominate and control 

women. The customs are outright female exploitation and 

cruel domination. The female voice was unheard and 

ignored. Most rulers had multiple wives, and all of them 

burned in the pyre once after their husbands’ death. Das 

(2018) noted the following: 

Thus, in propounding the sati custom, men neither 

cared about the inhumane sacrifice of women nor 

thought of the possible atrocities that made the sati 

custom a horror, later on though diluted in the name 

of religion (John and Jones, 1975, p. 255). The 

custom of sati was originally confined to royal 

families and high-ranking noble families. In later 

centuries, it was also practiced by the Brahmana 

families. However, most of the available references 

refer to customs prevalent only among royal or 

Kshatriya families (2). 

History says, “Ghā̃tu has been in practice in Nepal 

from the time of Kulmandan Shah for over five hundred 

years or so but there are confusions about the history and 

its adaptation or transformation” (Gurung R. K. 2018, p. 

49). These magars have similar views. Tamang, Dura, 

Darai, and Baram have been observing this tribal festival 

for more than 100 years; however, the theme is that of the 

Aryans in terms of language. There are no exact dates since 

this tribal festival began. The Gurungs seemed to have 

adopted Ghãtu from the Aryans. They seem to have 

adopted it as a means of entertainment based on the idea 

of music. Other ethnic groups have observed it for 

several reasons, such as healing, harvesting, and 

expecting good luck to occur in their day-to-day lives. 

This is how Ghãtu crossed borders and became a common 

cultural capital among indigenous groups and one non-

indigenous group. 

The main theme of Ghãtu is Sati custom, which is 

understood as the immolation of a wife. However, the 

Gurungs never practiced it, nor did any other indigenous 

group. The king was compelled to participate in the war and 

was slain. His consort is molested in his burning pyre. The 

ruling class practiced this practice for several centuries until 

Chandra Shamsher. He “ended it on 1920 January 28, 

forever” (Shrish Magar, Min 57). However, Gurungs did 

not follow this custom even though they practiced this 

cultural activity. Sati customarily came to Nepal in the 

fourth century and Ghãtu in the fifteenth century. The 

Ghãtu site crossed the border for the first time, from Aryan 

to non-Aryan. There is also no record of who composed 

Ghãtu with the theme. Despite this confusion, Ghãtu has 

become a popular hybrid culture. 

This custom was no longer practiced in Nepal after 

Chandra Shamsher abolished it, although some ethnic 

groups have been observing Ghãtu dance so far. Ghãtu is a 

historical and cultural record of customs information for the 

new generation. Raj Kumar Gurung (2014) mentions 

Jagaman Gurung’s points: “This Ghā̃tu culture is 

adopted culture and it is a cultural transformation” (p. 

284). Therefore, Ghā̃tu is an adopted culture and cultural 

transmission. Other indigenous groups began observing 

Ghãtu for healing and harvesting. The Tamang of 

Baikuntha Village in Chandivanjyang, Chitwan, started 

doing so when they found nearby Gurungs economically 

prosperous, as well as other advancements. Ghãtu is how 

Ghãtu transmitted from Gurung to Tamang. It later became 

Tamang’s tribal festival.  

Ghãtu has crossed the border or territory not only in 

terms of its followers, but also in terms of language, dresses, 

themes, props, and so on. The language used for folk 

dancing was not singular. It is composed of different words 

borrowed from diverse linguistic groups such as Sanskrit, 

Awadhi, the old form of Nepali, Hindi, Maithili, Tharu, and 

Bengali, and it is a combination. For example, alat is a 

Sanskrit word that means “forehead”; shiri in Gurung 

means “dog”; and await in Awadhi means “come” come’. 

This is why some Gurungs are confused about their 

possession of property. Because of cross-cultural trends, 

many festivals, cultures, and religions have transformed 

from one community to another, and from one place to 

another. Anthropologists call this the process of cultural 

transformation. Space and time play a vital role in these 

changes. Turner (1986) stated that “cultural change, 

cultural continuity, and cultural transmission all occur 

simultaneously in the experiences and expressions of 

social life” (p. 12). Therefore, the language is crisscrossed. 

This also shows that Ghãtu is a meeting point and a 

complex site for cross-cultural arts.  

In a sense, people move from one place to another for 

employment or migrate permanently. Most Aryans 

seemed to have come from India. Wherever they move, 

they engage in cultural activities when the appropriate 

time comes. “Modern borders deal with vastly larger 

movements of people and things than ever before in 

history” (Nail, 2016). There are large movements of 

people, mostly from undeveloped countries. With the 

movement or migration of the Aryan people from India to 

Nepal, several cultural activities have taken place. The 

Ghãtu culture is transmitted from one country to another. 

This process is called cultural transmission’. Turner (1986) 

noted that “cultural transmission is not simply a 

replication of an old original, a mechanical transfer of the 

cultural heritage from generation to generation” (p. 12). 

People in Dordi Village in Marsyandi Village in 

Lamjung have been observing Ghãtu for only a few 

years. Ghãtu has is transmitted across countries.      

In addition to language, dress, and culture, nationality is 

the most important element of cross-cultural relations in 

Ghãtu. Chandra Bahadur Gurung claims that the legendary 

King Pashramu is the king of Shreekrishna Gandaki, 

whereas Pignéde claims that he is Gorkha. Gurung narrates 

that once a beautiful girl named Yemphawati, in some 

places Hemawati is supposed to have come from Gadwal, 

India, of the Rajput lineage to Nawalpur (Nawalparasi), 

Nepal, where she settled there. Coincidentally, King 

Pashramu met her there while hunting, and they fell in love, 
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leading to their marriage. Subsequently, the queen gave 

birth to Balkrishna, a baby boy. After one year or so, the 

king reluctantly took part in a war and was put to death on 

the battlefield of Parvat at the border between Lamjung and 

Gorkha, where Ghãtu was supposed to have begun. The 

border is both an ending and starting point. For Ghãtu, this 

border became the starting point. The border between 

Lamjung and Parvat crossed several other borders: Gorkha, 

Syangja, Kaski, Dhading, Chitwan, Makawanpur, and 

Nuwakot. This history, or myth, illustrates the cultural 

exchanges between India and Nepal. 

Ghãtu is thus an amalgamation of history, culture, 

myths, and contemporaneity, as well as sociocultural 

phenomena, and it has a distinct value that is beyond the 

boundary. The Ghãtu observed in Nalma village and 

Gahirigau, just 300 m away, differ greatly in terms of 

methods and props. This area borders two neighboring 

villages. They do so almost on the same date, but their 

singing styles and verses of the Ghãtu song are not similar. 

The starting time was bordering, and the methods were 

bordering. Dissimilarities and similarities are border issues. 

Therefore, every cultural activity has border and border 

characteristics. Ghãtu represents the territorialization of 

folklore literature in Nepal. 

Tamangs from the Baikuntha VDC in the Makawanpur 

district have practiced this practice for hundreds of years. 

There is not much difference in the methods and styles of 

Duras, Magars, and Tamangs compared to Gurungs. The 

way the Duras practice the Ghãtu is very similar to that of 

the Gurungs, according to Indra Bahadur Gurung and 

Gilung Lamjung (I. Gururng, personal communication, Jan 

24, 2012). The theme is not very different in the Magars, 

but the language is slightly different because the Gurungs 

pronounce await for “come,” and the Magars pronounce 

Chali aau for “come,” as it borders. Magar (1993) does not 

clarify how Limbus and Tharus practice Ghãtu, but he 

further says, in brief, how the Newars do this, that they used 

to do the Ghãtu dance, gesticulating parts of the body of the 

girl dancers by the boy. Gurung and Magar do not dance 

this way, which is bordering. Ghãtu can also be found in the 

Mundhum of Limbu, Maghi and Badka Nãch of Tharu. It 

is worth mentioning the cross-cultural elements of Ghãtu. 

These elements symbolize the entirety of cultural activities 

and performing arts. The following linguistic interpretation 

analyzes bordering and bordering. 

There are several linguistic proofs by which cross-

cultural elements can be analyzed. For example, the line 

“liana bahia ho re,” uses the term “bhaiya” to mean a 

“brother” in Maithili or Tharu. The phrase “Nakaima 

suhayo besori” uses the word “besori,” which means the 

“nose ring” in the old form of Nepali or possibly in Gurung. 

Similarly, “Lalai baniya kohima” baniya means a “business 

person” business person in Maithali or Tharu. In addition, 

in the line “jorai aihri dāki bolāilé” aihri means a “dog” in 

the Gurung dialect. All these linguistic variations enable 

Ghãtu to assume the role of a site where blends of 

multilingual history, myth, and contemporaneity occur. The 

intermingling of such linguistic diversity in an otherwise 

marginalized culture heightens such a culture to a more 

privileged one, such that it transcends the boundary. Words 

such as Lilatai or Lalat (forehead) come from Sanskrit; 

takiya (a red spot that is placed in the center of the forehead) 

from the old form of Nepali; balai (red), bahia (brother), 

and baniya (a business person) from Hindi, Maithili, or 

Tharu, respectively. These mixtures of words make Ghãtu 

a scene of a multilingual setting and diverse text that can 

serve as a cross-cultural site. 

In addition, Keshar Jung Baral Magar (1993) refuses 

that “Ghãtu dance is done only by the Gurungs.” He further 

clarifies, “Ghãtu is mentioned in The Mundhum, the 

scripture of Limbu, but it is no more in practice at present” 

(Baral Magar, 1993, p. 97-98), as mentioned earlier. 

Furthermore, he mentions a book, Our Cultural History, 

written by Kali Bhakta Panta in 2028 BS (156--58) as 

evidence. He noted that the new king stopped Ghãtu in 

1822. This is mentioned in the oldest handwritten hymnal 

in the Newar dialect. He states that this book is part of the 

adoration psalm hermitage in Kathmandu in Paknajol, 

Nepal (Baral Magar, 1993, p. 98). These findings 

demonstrate that Ghãtu represents a blend of multiple 

ethnic groups with several cross-cultural elements. 

Furthermore, Baral Magar (1993) presents the rules, 

methods, time, and theme of how Magars observes Ghãtu. 

The methods of the magars were not as different from those 

of the Gurungs, except in the use of their dialects. Like 

Gurungs, Magars also have these types: Rãchya (Sati) 

Ghãtu, Bahramase Ghãtu and Marãchya (Kusunda) Ghãtu. 

However, Magar (1993) presents a different myth. This is 

how Ghãtu crosses its borders. Therefore, Ghãtu was 

inclusive. These findings demonstrate that Ghãtu crosses 

blends of multiple ethnic groups and represents a cultural 

spectrum. 

Ghãtu has not been analyzed from a linguistic 

perspective. It has been analyzed from a thematic point of 

view: Aryan or Hindu, not Gurungs. Most Gurungs are 

Buddhists, although most Gurungs in eastern Nepal adhere 

to Hinduism. Buddhism practices the Hindu theme. There 

is a kind of integral relation among them that cannot be 

separated from one’s interests. Alternatively, the Hindu 

theme has crossed borders, and other ethnic groups have 

adopted it. Cultural activities traverse from one particular 

group or community to another through time immemorial. 

Ghãtu possesses these characteristics. 

For example, the impact of Chathparva was almost zero 

in Kathmandu approximately 30 years ago, but it has been 

a popular festival among the people of the valley. This is 

how the Chathparva festival crossed the Tarai border into 

a hilly region. Similarly, Ghãtu culture initially had limited 

geography. Thematic and linguistic perspectives show that 

it was not among the ethnic groups that have been 

observing it. Slowly and gradually, Ghãtu crossed the 

border many times and it seems to have expanded its 

horizons to other villages. 

The other ethnic groups started observing Chathparva 

in Kathmandu city, as it was the worship of the sun god. 

People observe this festival for healing, especially for 
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controlling skin diseases. The same question may be raised 

against Ghãtu. Ghãtu is believed to heal certain diseases, 

guard against evil spirits, and bestow good harvests. In this 

sense, culture cannot be a single group forever; rather, it 

transforms from one group to another. Any cultural activity 

can cross the border after a certain period, based on its 

popularity and cultural value. The appearance of Ghãtu 

culture in ethnic communities or groups and its 

disappearance in Aryan communities may be due to similar 

reasons. As humans do, cultural activities migrate from one 

place to another. When some people migrate from one 

place to another, they share their culture with them, and 

they start observing it in that new place as soon as they find 

a favorable situation. Local people may also begin 

observing the new culture if it is beneficial to them.  

Initially, a few Tarai people migrated to the Kathmandu 

Valley, but they did not observe Chathparva. Later, when 

they had a favorable time, they began to observe it. Local 

people investigated it and inquired about its benefits. They 

also began observing it for its benefit. This is how several 

ethnic groups observed Ghãtu after they discovered some 

beneficial aspects. The villagers of Baikuntha, 

Makawanpur, started observing Ghãtu in the hope of a 

prosperous life because they saw Gurungs to have a better 

lifestyle. Ghãtu is an unwritten epic in which the histories 

of ethnic and non-ethnic groups can be read 

simultaneously. This also reveals the agrarian life of the 

past. In addition, only such cultural practices can be a 

source of entertainment for our ancestors, but this 

generation has adopted many European cultures in fashion. 

To prove themselves superior and civilized, or for no 

reason at all, there has also been cultural assimilation and 

transformation. In the name of change or compulsion, a 

particular cultural practice is not always part of a 

community. In Ghãtu, Yemphawati was adopted into 

Nepali culture, although she was raised in India. In addition, 

her arrival changed the linguistic, cultural, and social 

dimensions. The marriage, migration, and mobility of 

humans from one place to another change originality and 

reproduce another new identity or hybridity. Therefore, 

Ghãtu traversed from one nation to another, from one 

linguistic group to another (Aryan to non-Aryan), from one 

religious group to another (Hindu to non-Hindu), and from 

one caste group to another (Gurung to Tamang, Magar, 

Dura, Darai, and Baram). Therefore, from a cross-cultural 

perspective, Ghãtu can be treated as significant artwork.  

5. Conclusion
Ghãtu is a cross-cultural text in which there are several

contexts: border and border, territorialization, and 

territorialization. In Nepal, ethnic groups such as Gurung, 

Magar, Tamang, Darai, Dura, Baram, and Aryal Kshetri 

observe it using similar methods and rituals, although there 

are several dissimilarities. The term was also mentioned by 

Limbus, Tharus, and Bengali. Tribal festivals have crossed 

several followers. From the perspective of followers, 

language, themes, nationalities, and methods, Ghãtu has 

crossed innumerable borders. While crossing borders, the 

system could not remain as original as it was originally. In 

addition to the starting time, lyrics or verses of the songs, 

and props, several changes have been made. 

Despite its several benefits Ghãtu, is currently on the 

verge of extinction. According to Jangras Gurung, the 

people from Nalma Garigau observed it for sixty-three 

years or more. The main reason for this disappearance is an 

overload of expenditure and the overdomination of 

European culture. However, it is the most time-consuming 

method and requires a stand-by team of nearly 50 people. 

Other reasons for Ghãtu’s extinction are brain drain, 

foreign employment, and the impact of modern technology. 

Some experienced dance masters reported that Ghãtu 

would continue for 13 years. These days, people observe 

them for three or four days. Alma village ran for a week. 

It is universal that human perceptions and pain can 

always be the same despite variations in theme, language, 

and geography. For instance, there is no border between 

King Lear’s tragedy and Queen Yemphawati’s. Lear’s 

mismanagement of his three daughters caused his downfall, 

but ill-fate befalls Ambawati on no account, and her tragedy 

seems to be at a higher rate, creating bordering. Any human 

bereaved because of their best-loved death borders. There 

is no difference between the tears of Yemphawati and 

Juliet, nor is there any difference between the smiles of 

Mona Lisa and Yemphawati, which are also bordering. 

Ghãtu suggested universal implications. Crossing and 

rupturing are universal phenomena. 

The modern age is the age of cross-cultural activities 

because of people’s movements; that is, it is more modern 

than in the past. With the development of means of 

communication and transportation, people have migrated 

from one place to another to obtain better opportunities. 

Therefore, no government body can control these cross-

cultural activities because this process is inevitable and 

beyond one’s control. 

6. Limitations and Further Study
This study is limited to bordering and debordering

investigations of Ghãtu    performance. This study 

analyzes the cross-cultural and hybridity of Homi K 

Bhabha for discussion of the cultural activity, Ghãtu 

Performance. Further research can be conducted to 

examine this from other perspectives, such as indigenous 

esthetics. 
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